Querying Transgression, Seeking
1
-clemence housman, The Were-Wolf I n A Very Queer Family Indeed, Simon Goldhill explores how late-Victorian technologies of writing intersected with the discourses of sexuality and religion to shape the queer identities of the wife and children of Edward White Benson, Archbishop of Canterbury. Goldhill concludes:
The Bensons were a very queer family indeed . . . not because they were sexually, intellectually, and socially transgressivethough there are many ways in which they are so. . . . Rather they are queer because they embody the sheer difficulty of understanding within the overlapping narratives of conversion or change. Queerness is what makes naming, and the difficulty that comes with naming, uncertain. (One should always hear the query in queerness.) (287) Like the Bensons, the Housmans were a very queer family indeed. At least three of the seven children of Edward Housman and Sarah Jane Williams were, like the Benson siblings, sexually, intellectually, and socially transgressive. Of this trio, it is the "third Housman," Clemence Annie , less well known than her older brother A.E. (1859-1936) and her younger brother Laurence (1865 Laurence ( -1959 , who may have been the most gifted storyteller (Reynolds 208).
Clemence Housman remediated her first story, The Were-Wolf (1890), for various audiences over a forty-year career, and I have spent more than two decades of my own career trying to understand its overlapping narratives of conversion and change (Kooistra, . With the emergence of trans theory I have returned to Housman's story with a new set of analytical tools. In what follows, I consider how Victorian discourses of sexuality and religion inform The Were-Wolf's multiple sites of transformation, and argue that Housman's mythical monster, always transitioning, and always both woman and animal, is a potent symbol for querying transgression and exploring the possibilities of transformation.
If queerness "is what makes naming, and the difficulty that comes with naming, uncertain," then Clemence Housman's given name testifies to the ambiguities and contradictions that contributed to her identity. Born on St. Clement's Day (23 November), Clemence was aptly named for a male artisanal saint associated with both Christian and pagan rituals. The feast day of St. Clement, patron saint of blacksmiths and metalworkers, coincides with the ancient celebration of the legendary Anglo-Saxon Wayland the Smith and marks the traditional beginning of winter ("Saint Clement's Day"). Clemence's name thus embodies the conflicting discourses out of which her life was made. Just as her saint's day signals seasonal transition by standing on the threshold of winter, its mixed cultural origins testify to the liminalities of her sexual and religious identities. This duality was replicated in Housman's mixed roles as what the Victorians called a handworker and a mind-worker. She earned her living as a wood engraver but also worked as a writer and political activist. In addition to the novella-length Were-Wolf, Housman published two other prose romances, The Unknown Sea (1898) and The Life of Sir Aglovale de Galis (1905) . As a political activist, Housman provided leadership both in civil disobedience, through the Women's Tax Resistance League, and in artistic production, through the Suffrage Atelier she co-founded with her brother Laurence in 1909 (Oakley 76) . In this artists' co-operative for producing visual propaganda, she spent years creating and overseeing the making of splendid processional banners for suffragist parades until the disruption brought about by the First World War halted these activities (Oakley 79) .
Apart from her novels, engravings, and banners, Clemence Housman left very little in the way of autobiographical artifacts to help in the effort to understand the overlapping strands of her life and work. What is left to piece together comes principally from Laurence's life-writing, letters, and manuscripts. We learn from Laurence's memoirs, for example, that when their mother was dying, she entrusted five-year-old Laurence to nine-year-old Clemence's care. "In quite early days," Laurence recalled, "Clemence began to take pity on me, and become my protector," noting this "special attachment . . . has lasted through life" ("Family Remains"). In 1883, Clemence and Laurence went to London to study art, making their first home together as a sibling couple in the metropolis. Here, they collaborated on both professional bookmaking projects and political activities; in the early twentieth century, their shared home in Kensington became the headquarters of the Suffrage Atelier. When they retired in the 1920s, they moved to Street, Somerset, to enjoy Longmeadow, the home and garden they designed for themselves, until well into their nineties.
For over seventy years, Clemence and Laurence Housman formed a queer family unit that was loving, supportive, bonded, and outside the framework of sexual reproduction. While the historical record identifies A.E. and Laurence Housman as queer in terms of same-sex desire, Clemence's orientation remains undocumented. If her sexuality and object-choice are uncertain, however, her gender atypicality according to Victorian norms is clear. At school, she excelled in poetry recitation, won a prize for geometry, and displayed "so much mental ability" that her brother's "Headmaster-though not one who favoured the claims of women to higher education-said he wished he had her in his sixth form" (L. Housman, Unexpected 104). Recalling her "vigour," Laurence observed that she "must have seemed a strange specimen to the class of London girls" who studied engraving with her ("Family Remains"). When discussing how one's way of walking displayed one's character, a fellow student "said, and said truly, that as [Clemence] went along the street, she seemed to be saying, 'Get out of my way, can't you see I'm coming?' "-certainly not a characteristic conforming to Victorian expectations of the normatively feminine. According to Laurence, her endurance and speed were on par with his: "Clemence was always a good walker, equal match with a man, and walked also at a good pace" ("Family Remains"). Later, while working as a wood engraver for a firm in Chancery Lane, when the pressures of periodical publishing required extended hours, she would walk home to Kensington long after midnight. Opposed "to all sex distinctions," Clemence refused to abide by the provision for female employees to leave in time to catch the last train, preferring to work through the night with the men on equal terms ("Family Remains"). "Uncle Clem" and "Aunt Laurence," as their nephews affectionately called them (Engen 28) , created a queer partnership that challenges the heterosexual and reproductive norms on which Victorian notions of family are assumed to be based, and on which the sexual formation of the subject has traditionally been conceptualized. Judith Butler's "Is Kinship Always Already Heterosexual?" is helpful in understanding the Housmans as a queer family and conceptualizing The WereWolf as a trans story. Set in the darkness of a Scandinavian winter, Clemence's Gothic tale explores a rivalry between two brothers, Christian and Sweyn, and the power of a transgressive female interloper, the werewolf White Fell-"half masculine yet not unwomanly" (23)-to bring that rivalry to a dramatic end. As a trans story, The Were-Wolf queries the nature of monstrosity by calling attention to the issues of embodiment and identity rather than those of sexuality and desire (Stryker 7). Housman's eponymous symbol contests the norms of the marked body and the subjectivity it engenders, just as it contests the norms of desire and the family it engenders. "The life of sexuality, kinship, and community that becomes unthinkable within the terms of these norms," Butler writes, "constitutes the lost horizon of radical sexual politics, and we find our way 'politically' in the wake of the ungrievable" (40). I posit that Clemence's compulsive retelling of her werewolf legend in various media forms over forty years traces just such a lost horizon of radical sexual politics, articulating the unthinkable and unspeakable through a religious discourse of suffering, self-sacrifice, and death. Refusing a fixed political identity as either conservative or subversive, the trope of trans/formation in The Were-Wolf remains fluid, "sexually unrepresentable," a "site of pure resistance" (Butler 18).
The original locus for Housman's telling of The Were-Wolf replicates the opening scene of the story itself, where "a score or more of workers" are engaged in artisanal crafts in the communal hall of a great medieval farm house (1). Housman invented The Were-Wolf in 1884 to entertain the women in her wood-engraving class at the City and Guilds South London Technical Art School in Kennington, where classes were segregated (L. Housman, Unexpected 111). As she later wrote in a pamphlet promoting wood engraving as an occupation for women, "in England both sexes do not work together as is the case in Norway," resulting in unequal training and opportunities ("Wood-engraving" 3). The Were-Wolf's Scandinavian location and the communal hall of male and female artisans working under the supervision of the "house-mistress" (2) offer an implicit critique of the sexual division and patriarchal conditions under which Clemence and other women wood engravers laboured in fin-de-siècle England (Kooistra, "Victorian Women Wood Engravers"). In telling this story in this situation, Clemence assumed the role of "Gammer Grethel," who, in traditional fairy tales, is the principal story teller of the community, spinning story and thread at the same time (L. Housman, Introduction vi). A reviewer later described the published story as "half fairy tale, half allegory, and displaying qualities of imagination and invention that are hard to seek in any other recent book of the kind that I have come across" ("Our Monthly Parcel" 92). The fantastic tale captivated Clemence's original audience of engravers, who were, according to Laurence, "thrilled by its horror" ("Family Remains").
The Gothic horror of The Were-Wolf derives from its exposure of contradictory identities and narratives that cannot resolve into wholes. Like Donna Haraway's late-twentieth-century cyborg, the image of the werewolf at the Victorian fin de siècle is "about the tension of holding incompatible things together because both or all are necessary and true" (Haraway 291 ). At the turn of the nineteenth century, the hybridity of human and animal, rather than human and machine, "came to be implicated in nineteenth-century processes of identity formation," and the lycanthrope emerged as "a vivid icon of Gothic monstrosity" (Du Coudray 1-2). Housman's Gothic monster appears as a beautiful woman, an outsider whose diction and accent mark her as a foreign Other and whose ability to travel hundreds of leagues alone in winter through savage lands mark her as non-normatively feminine (C. Housman, Were-wolf 24-25). White Fell, the strong, independent female whose fur-clad human beauty cloaks a lupine alterity, preys on the youngest and oldest members of the community, Little Rolf and Old Trella, before turning her sights on its strongest, the house-mistress's oldest son, Sweyn. His twin brother, Christian, the only one who recognizes White Fell for what she is, must save the community and Sweyn's life by killing the werewolf at midnight, when it returns to animal form. Constrained by gender norms-"he could not, though reason urged, strike a woman" (87)-Christian sets himself to race with White Fell for hours across the snowy wastes, awaiting the moment of transformation to deal the death stroke.
The handsome, muscular, dominant Sweyn and the slender, subordinate, inferior Christian come to violence and strife over the werewolf. White Fell brings the unheimlich, or uncanny, into the farmhouse and its community, making this domestic space and its relationships simultaneously familiar and alien. It is this overlap of the once-friendly and familiar with the secret and alien that produces the terror of the unspeakable. If "the fin-de-siècle Gothic as a genre [is] marked by both attraction towards and aversion from the object of its obsession," White Fell fully figures the conflict of this unutterable desire and the anxiety of its repression (Hurley qtd. in Easley and Scott xiii-xiv). Like other dissident women writers of the period, Housman used the supernatural and the remote, the uncanny and the spectral, not only to explore her own liminal place within patriarchal culture but also, as Emma Liggins says of Vernon Lee's Hauntings, "to elaborate on her unfulfilled sexual desires, unspeakable or dissident" (37). Or, as Butler says, "unrepresentable."
If the ephemeral orality of storytelling in a wood-engraving workshop marks the first occasion of this trans narrative, Clemence secured a wider audience for her story when she published The Were-Wolf in 1890 in the Christmas number of Atalanta. Guided by L.T. Meade, the monthly magazine's first editor, Atalanta was known to be "an ambitious, advanced periodical for girls and young women," committed to promoting female education and employment (Mitchell) . In this context, The Were-Wolf's uncanny coupling of pagan and Christian discourse participates in the Victorian periodical tradition of celebrating Christmas with ghost stories and supernatural tales . Nineteenth-century print culture annually recuperated an assumed oral tradition and constructed an imagined Christian community out of a redeemed pagan past. As a Christmas story, Housman's Were-Wolf mobilizes the contradictory strands of supernatural pagan transformation and supernatural Christian transformation in a way that anticipates the work of Angela Carter. At the end of the twentieth century, Carter brought these overlapping conversion narratives together in "The Company of Wolves," her feminist retelling of the Little Red Riding Hood story: "It is Christmas Day, the werewolves' birthday, the door of the solstice stands wide open" (143).
In contrast to Christmas nativity narratives, Housman's story focuses on death rather than birth, moving inexorably toward the mutual slaughter of the story's two liminal characters, the interloping and hybrid White Fell and the faithful outsider, Christian. Reinforced by Everard Hopkins's hyper-hagiographic illustration, the redemptive coda conforms to Victorian religious discourse and the expectations of an Atalanta Christmas number.
After discovering the two frozen bodies, Sweyn returns home, "bearing the weight of dead Christian," with the knowledge "that to him Christian had been as Christ, and had suffered and died to save him from his sins" (WereWolf radiating light, in the background. White Fell's lupine body is nowhere to be seen in this image of spiritualized brotherly love. The erasure of her dead body from the scene shifts the story's focus from the material, the female, and the animal, to the divinity of transcendence, coded as masculine. The end of the story asks readers to celebrate Sweyn as a tragic hero, whose moment of recognition comes too late to avert disaster, but who is now ready to assume the Christian burden. Given the narrative's concentration on the hybrid, liminal characters of White Fell and Christian, however, it is difficult to reconfigure Sweyn-patriarchal, egotistic, self-centred-within this conversion narrative in a way that celebrates his survival at the cost of two lives. The ending is marked by an unspeakable sense of loss, a yearning "for a new embodiment infinite as the stars" (107). All the energy of Housman's story is focused on pursued and pursuer: the charismatic, powerful White Fell and her shadowy doppelgänger, Christian. It is because their fates are ungrievable that the silences of this story resonate, marked by the "shuddering" stars wheeling toward midnight (94). Recalling but surpassing the classical race evoked by Atalanta's eponymous heroine, White Fell and Christian run together over miles of frozen waste: "Never before was such a race as this; no, not when in old Greece man and maid raced together with two fates at stake" (89-90). Housman's intertextual reference to the story of the mythical Atalanta is instructive. Raised by animals in the woods, Atalanta protects her independence and virginity with her fleetness of foot, her strength as a wrestler, and her hunting skills. When her human father reclaims her and attempts to normalize her through marriage, she counters that she will only wed the one who can beat her in a foot race: those who lose will be beheaded. Although Atalanta is confident in her superior running ability, one suitor (with the help of Aphrodite) manages to win the race by strewing three golden apples in her path. In stooping to pick them up, Atalanta loses speed and thus independence ("Atalanta"). The queer fates at stake in the race of the mythic Atalanta and her suitorsthe heterosexual normalization of the woman, the symbolic castration of the man through beheading-are the unspeakable stories underwriting The Were-Wolf. In contrast to the classical myth, however, White Fell preserves her bodily independence through death, while her pursuer achieves spiritual transcendence through death. Meanwhile, her suitor, Sweyn, survives due to "the perfect love" of his brother, "who had laid down his life to save him" (122). The deaths of the hybrid White Fell-both human and animal, masculine and feminine-and the hybrid Christian-both human and divine, masculine and feminine-express the unspeakable tragedy of the story. In the context of Housman's trans narrative, Sweyn's survival as a cisgendered man seems beside the point.
The story's challenging of Victorian heteronormativity was embodied in book form six years after its appearance as the Christmas number in Atalanta. With this publication, in 1896, Clemence offered The Were-Wolf to her third audience: the aesthetes, New Women, and book lovers who bought the belles-lettres list of John Lane at the Bodley Head. By 1896, the woodengraving industry had largely collapsed, and Clemence had begun to earn her living by engraving illustrations for limited edition books rather than mass periodicals (Kooistra, "Victorian Women Wood Engravers" 289) . The Bodley Head edition of The Were-Wolf marks the start of Clemence Housman's second career and is also a collaborative highlight of the siblings' working lives together. Coming out a year after Oscar Wilde's arrest and imprisonment for loving other men-recorded as a traumatic event in Laurence Housman's writings-the dissidence of The Were-Wolf took on a new political urgency (Kooistra, "Wilde's Legacy" 90) . Laurence designed the bindings and decorated the title page, initial letter, and six illustrations to accompany Clemence's tale, and she engraved his artwork for reproduction. In this loop of remediating and responsive acts, Laurence drew pen-and-ink pictures to transform The Were-Wolf into visual art, and Clemence used her engraving tools to translate his drawings into the furrows and ridges of the woodblock. The remediation of the 1896 Were-Wolf by this queer couple directs attention to the overlapping narratives of the liminal outsiders, White Fell and Christian, and the critical trope of transformation.
Laurence Housman's illustration of "The Race" illuminates Christian's role as White Fell's Gothic double ( fig. 2) . In stark black-and-white contrast, the two match each other stride for stride; their shadows mingle and merge on the drifting snow. In the fluidity of this doubling, the dichotomies of good and bad, human and animal, man and woman, attraction and revulsion oscillate, refusing to stabilize. I have previously argued that the Bodley Head's Were-Wolf addressed fin-de-siècle cultural anxieties about queer identities, offering "[t]he possibility that the political hopes of the aggressive New Woman could be aligned with those of the homosexual aesthete" (Kooistra, Artist 189) . In this reading, White Fell represents the autonomous woman and Christian the feminized decadent; their equitable representation and shared fate suggest a necessary partnership against patriarchal heteronormativity. While I still see the legitimacy of this interpretation, situated in the particular crucible of 1890s sexual discourse and 1990s feminist cultural theory, I can also see its limitations. More attention needs to be paid to the story's central body and its hybrid, complex identity. "The Race" not only presents the two runners as mirror images, form and shadow; it also shows woman transforming into animal. In her survey of werewolf stories, Chantal du Coudray claims this is "the only visual representation of human into wolf to appear in the nineteenth century" (4). Overlaying Laurence Housman's "The Race," with its masculine and feminine figures enmeshed at the moment of the latter's lupine metamorphosis, onto Hopkins's "So living and dead went back along the track," in which the feminine and bestial are evacuated from a scene of brotherly love at a moment of Christological redemption, the palimpsestic transposition reveals a common but incompatible concern with incarnation and transformation.
In returning to The Were-Wolf after twenty-five years, what strikes me most is the urgent ways in which transformation emerges in the overlapping narratives of conversion and change evoked by its religious and pagan discourses. The trope of transformation, moreover, is crucial not only to the story itself, but also to the various technologies of representation through which Clemence Housman communicated it to specific audiences in different times, places, and media: an oral tale for female artisans; a Christmas number in a progressive magazine for girls and women; an illustrated gift book, with six laboriously carved wood engravings, for sexual dissidents and lovers of beautiful things; and, for the postwar period of mass media, a silent film script "written before the Talkies existed" (C. and L. Housman). Throughout these transmedia changes, the constancy of the title, "The WereWolf," calls attention to the ongoing embodied experience of transition, of always-becoming, of multiple, hybrid identity. The werewolf is, after all, "a creature of transformation" (Easley and Scott vii) . Indeed, the werewolf story from pagan folklore, like the Biblical narrative of Christ's birth, death, and resurrection, is a compelling story about transformation itself. In seeking transformation, The Were-Wolf queries transgression, asking to be read not from constructed cultural binaries-male/female, animal/human, pagan/ Christian, normative/Other-but from the fluidity of trans theory. Having no authentic body, how can the werewolf transgress?
As Susan Stryker observes, "Transgender studies helps demonstrate the extent to which soma, the body as a culturally intelligible construct, and techne, the techniques in and through which bodies are transformed and positioned, are in fact inextricably interpenetrated" (12). Housman's multiple remediations of The Were-Wolf show that her story is always in formation, always becoming. In a rare surviving letter to a "Miss Wheeler" (the date of which is uncertain, but perhaps from 1908), Housman writes of her penchant "for selecting and arranging words with great pains for exact effects; and also in attraction towards tragedy and pathos," concluding: "for I believe that often the work of making is the means by which the maker first comes to a realization of the nature of those thoughts and feelings, vague and unrecognized before" (C. Housman, ALS). The Were-Wolf was a "work of making" that Housman laboured over in oral, print, manuscript, and wood-engraved versions, seeking ways to position and transform the body of her writing. As Du Coudray's research into the image of the werewolf in nineteenthcentury fiction and folklore shows, Housman's fascination with this figure participated in and contributed to Victorian discourses about identity and the body that extended into the twentieth century. Notably, the werewolf as a grotesque hybrid, neither human nor animal "but a supernatural fusion of the two," profoundly influenced early "cinematic interpretations of lycanthropy" (Du Coudray 13). In 1913, The Werewolf became the first film to take up the theme, followed by The White Wolf in 1914 (Clute and Grant 1005). Housman, too, was drawn to this experiential, illusory new media as another form for her story.
Shortly after their retirement to Longmeadow in 1924, Clemence and Laurence Housman collaborated on their last known version of The WereWolf, basing their film script for a silent movie on the novella of 1896.
This Were-Wolf, however, was never transformed from manuscript to the big screen. Thus Clemence missed an opportunity to make the day's most popular mass medium a queer site of transformative power for a new, and even larger, audience. The forward to the script stresses the transnational appearances of the werewolf "in the folk-lore of France, Germany, Russia, Scandinavia, French Canada" and other places, and goes on to suggest that the film could be set in a rural farmhouse in either Scandinavia or Quebec ("Script"). The film introduces a new domestic love interest, Marta, to counteract the untamed White Fell. Marta and Sweyn are lovers, but their relationship falls apart when the alien hybrid enters the community. Their reconciliation occurs over Christian's dead body, after he has killed the wolf ("Script"). Written when Clemence and Laurence were in their sixties, the 1924 version of The Were-Wolf is even bleaker and more pessimistic than the fin-de-siècle versions. If, as Laurence claimed the following decade, "Clemence had an inborn appetite, which she has never lost, for heroes and heroines in suffering for the sins of others," she also, evidently, had little faith in the ability of her heroes to change the conditions in which they lived (Unexpected 101). Her heroes, inevitably, die, but the events leading to their death make their narratives vibrate with all the tension of pent-up power and unrealized possibility. Writing about Clemence Housman's fiction, Reynolds observes: "the reader will find that each book leaves him with a mangled feeling, as though he had been wrung" (214). Or, as a reviewer of the illustrated edition of 1896 put it: "It is too weird a book for young children, and too sad, but over every reader with a taste for literature, a perception of style, and an appreciation of the simpler forms of narrative it will exercise real fascination. The race of the hero and the were-wolf across the snowy wilds is presented with a quite magnificent power" ("Our Monthly Parcel" 92).
In its fascination with the body, captured in the race of the hero and hero [ine] , The Were-Wolf and its multiple remediated forms attest to Clemence Housman's lifelong need to explore the transformative possibilities of bodies, identities, and media. Her trope of the transitioning bodythe hybrid, heterogeneous identity of which is always in flux-speaks to current trans theory informed by biological science and animal studies. Myra Hird and others have challenged the notion of trans as transgressive because such claims are based on assumptions about biological nature, not supported by the lives and behaviours of nonhuman animals (163). As Riki Lane argues, by calling into question the binary opposition posed by some feminists, of subversive transgender and conservative transsexual, trans theory "supports a perspective that sees sex and gender diversity as a continuum, rather than a dichotomy-put simply, 'nature' throws up all this diversity and society needs to accept it" (137). Feminist analysis, Lane suggests, "needs to move from ideas of the body as constraining, fixed, and given toward ideas of the 'body becoming' as a dynamic, transformative process" (141). From the perspective of trans theory, Housman's The Were-Wolf asks us to think about trans as bodily becoming and about embodied experience as trans.
By working in a genre that treads the border between the natural and the supernatural, and by repeatedly transforming the material format of her story, Clemence Housman explores the "nature" of "nature" and the mediations of embodied experience. The Were-Wolf queries the fixing of identities, the conflicting discourses of sexuality and religion, and the technologies of representation. Taking the werewolf as her central subject and trope, and overlapping it with the narrative of Christian sacrifice, Housman figures transformation in ways that go beyond the binaries of subversive and conservative-beyond subversive pagan, feminist, queer versus conservative Christian, patriarchal, cisgender. Transformation mobilizes discourses that transpose binaries into diversities: the divine in the human and the human in the divine; the animal in the human and the human in the animal. Transformation is at the heart of the Christian stories of martyrdom and sainthood that Clemence found so inspiring throughout her life, and at the heart of Christ's dual nature: both man and god. Transformation is also at the heart of pagan stories of werewolves: both human and animal, natural and supernatural. And transformation names the body of White Fell "half masculine, yet not unwomanly" (23). White Fell's hybrid, heterogeneous identity does not oppose these discourses of transformation such that one is conservative and the other subversive, or such that one is bodily and the other social. If transformation is always both/and, The Were-Wolf is about diversity, not dichotomy. In gesturing toward the ungrievable, Clemence Housman's repeated remediations of The Were-Wolf-from oral culture to mass media-teach us about a lost radical politics of transformation.
Notes

